Mum, what was it like? ' (Pinter, 1965, p. 36) . We feel immediately that he is breaking the taboo about sexual relations between parents and asking something that we usually repress. Pinter thus makes us examine the boundaries of our moral behaviour. Are the old boundaries still in place? Do we want to move them?
A similar effect is created by Betrayal (1978), a play that examines our reaction to what used to be considered a sin. In the sophisticated, Western, secular, upper-middle-class milieu depicted in the play, sexual betrayal seems to be an accepted norm, and we are called upon to ponder whether we are prepared to accept such a change in our moral beliefs. Clearly the burden of moral judgement is here shoved in the direction of the beholder and depends on his or her beliefs, and the reaction will differ wildly between viewers according to their cultural backgrounds. The playwright set out to shock us by refraining from providing any frame of reference, leaving us to judge the behaviour of his characters in view of our own moral standards and forcing us to review those standards in the light of contemporary life. 1 In some of the so-called 'political plays' that preceded Ashes to Ashes, especially One for the Road (1984 ), Mountain Language (1988 and Party Time (1991), Pinter tackled the inhumanity of torture, taking up the contemporary concern with human rights, abstracting it from any particular political context and articulating a universal, humanist protest against that evil. These plays address the ethical question of torture forcefully, without actually showing it. The torture remains in the theatrical space without, although we are made keenly aware of its taking place there and then and can see its effects. Thus, in One for the Road, Victor first enters walking slowly, visibly bruised and with his clothes torn. At the end of the play, he is revealed sitting and tidily dressed, but something has been done to his tongue, so that he cannot speak clearly. The strongest impact is created by a subtle shift in tenses, when the torturer's statement about Victor and Gila's seven-year-old son, 'He's a little prick', is replaced by his final words in the play, 'He was a little prick' (Pinter, 1984, pp. 22, 24) . In Mountain Language, we join the women's visit to their imprisoned dissident men. Speaking the 'mountain language' is forbidden by the ruling regime, but once this arbitrary restriction is lifted, the old mother, who can speak no other language, has lost her power of speech. The haunting images of the hooded man and the old woman whose hand has been mauled by one of the guard dogs are the closest we get to viewing the torture. And at the very end of Party Time, the appearance of the thinly dressed Jimmy in the doorway, coming out of the intense light and into the darkened living room, allows
